part 1). The father of the Earl of Hertford was a statesman and the brother-in-law of Henry VIII while married to his third wife Jane Seymour. Although the Earl's father was convicted for treason and subsequently decapitated at Tower Hill in London, the Seymour family was part of the upper class within English society with connections to the court. Six years after the execution of Seymour's father, his mother, Anne Stanhope, married the politician and gentleman of her household, Francis Newdigate of Hanworth (1519-82). He was the son of John Newdigate of Moor Hall, Harefi eld, Middlesex, and Arbury, Warwickshire. It is probably in this way that Tableau Poétique came into the collections of the library of Arbury Hall; it is certain that D'Heere's manuscript was located there in 1835, when the fi rst inventory of the library's collection was made. 6 This Earl of Hertford is described by D'Heere as his patron or Maecenas. The preface of the manuscript is a letter from Lucas to his English patron in which he explains the dedication of the manuscript to him (Appendix, part 2). D'Heere entitled the manuscript Tableau Poétique because it contains a collection of poems, a translation of a Latin verse, and a song. In general, one can consider the manuscript to be a long ode to the Earl of Hertford. It might be seen as an expression of gratefulness for the position Lucas was given at the Earl's court. It does not function as memoirs He undoubtedly would have wanted the fi nal result to fi t within certain poetical formulas of that period and live up to the expectations one would have had of a professional poet. The poems had to please the Earl of Hertford and his social circle. The fact that Clement Paret -a pen artist originally from Brussels -was asked to execute the handwriting proves that the book of poems also had to look good. It is very likely that D'Heere kept in mind that his patron would use the manuscript as a showpiece for his family, friends, and other contacts. From this angle we must also see the manuscript as a commercial calling card for D'Heere, in which he promotes himself. Aside from the possible circulation of the manuscript among Seymour's social network, it seems plausible that the poems were also read after dinner to entertain guests of the Earl. With the manuscript, Lucas D'Heere might have gained more notoriety as a poet and painter, which could only be good for his business. After all, he was a migrant artist trying to rebuild his artistic career.
In the letter of dedication, the Earl of Hertford is addressed warmly and with respect and gratitude. The second phrase makes clear that Hertford is D'Heere's employer. Furthermore, he is described as a person with a love of art. By 1572 -the date of the letter -Hertford had already faced a lot of diffi culties, in addition to earlier troubles with his father. In 1560 he secretly married Lady Catherine Grey who was, according to the will of Henry VIII, a potential claimant to the throne. 7 It was a serious crime for her to marry without notifying the sovereign. When Lady Catherine became pregnant, the secret marriage was eventually exposed to Sir Robert Dudley. Consequently, the lovers were (separately) imprisoned in the Tower of London. Their child, Edward, was declared illegitimate and Hertford had to pay a fi ne for seducing 'a virgin of Royal blood'. Nevertheless, Edward and Catherine continued to consummate their marriage in the Tower and, in 1563, their second son Thomas was born. Lady Catherine died in 1568. Subsequently, Edward Seymour was released from the Tower and was able to reappear at court. Lucas D'Heere must have ended up with the Earl of Hertford shortly after his release, because the fi rst poem of Tableau Poétique is addressed to him and is dated 1568 (Appendix, part 3).
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Hertford fi rst lived at Althorp and, at the end of 1569, he moved to the Seymour family estate -Wolf Hall -in Wiltshire. 9 How or where they met is unclear. 10 In any case, when D'Heere arrived in the British Isles, the sense of being banned was something both men had in common. On folio 18 v of Tableau Poétique, a fragment of D'Heere's poem 'Ode a ses amis par de la mer' ('Ode to his friends overseas') indicates unmistakeably that it was a fortunate coincidence he ended up in England and eventually was attracted by Seymour's Wolf Hall court (Appendix, part 8).
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After describing the material data on the manuscript, the article will discuss the highlights of the document. Thereby it will stress three core issues: the life of Lucas D'Heere as an exile, his professional activities as a painter, and his social network as revealed by the manuscript.
Material data of Tableau Poétique
The manuscript is written on paper. On each side of every folio margins are drawn. The paper contains a watermark -a circle with the capital letter F inside -which is described in Briquet. 13 Today, the manuscript is presented as a small book and is 145 mm wide and 194 mm long. The backstrip is 12 mm long. The book cover is hardbound with leather and marble paper. The manuscript covers thirty-two folios, prefaced by two blank folios and a cover page. The folios were not numbered originally and some of them are blank; the manuscript was foliated by us. In the poem D'Heere tells how he painted her face well. Subsequently, he describes the physiognomy of Frances he had captured in his painting: soft and graceful, eyes with a modest gaze, a spacious forehead, an amiable mouth, and a shade full of grace.
In the second paragraph, he writes that Seymour also portrayed Miss Howard, but in his heart. Successively there is dreaming out loud about completing the portrait with children. In this way the glory and well-deserved fame of the honourable families Seymour and Howard will remain in effi gy for posterity. existence of two children's portraits made by D'Heere. One of these portraits is of his son. This son says that, at his birth, mother nature imitated him after the face of a child his father had painted. Subsequently, he says his father also painted his portrait. Lucas's son concludes that, when you see him together with the two-mentioned portraits, one could only guess which is real and which is painted. Via his son, D'Heere nicely compliments his own talent as a portraitist. We now know that these portraits existed and, of course, wonder where they are today and what they looked like. So far there are no indications that they withstood the test of time, due to three major reasons:
• there are no known signed portraits by D'Heere • no stylistic or material-technical examination has been done on his, admittedly limited, oeuvre, and • Wolf Hall Palace, where the paintings probably hung, does not exist anymore.
With the disappearing of Wolf Hall, the paintings possibly got dispersed. 29 At least we can conclude that Karel van Mander was right when he wrote in his Schilderboeck that his former teacher was a portrait painter. It is to be hoped that it will just be a matter of time before any of these portraits turns up.
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Tableau Poétique, revealing a social network?
As in his fi rst poetic collection from 1565 -Den hof en boomgaerd der poësien -D'Heere addresses a large number of his poems in Tableau Poétique to specifi c persons. 31 In Den hof en boomgaerd this provides insight into those who were interested in modern poetry at that time. ). This particular way of writing poetryboth the addressing and the anagramming -might now be seen as the typical poetical approach of D'Heere. Like in Den hof en boomgaerd, most of the addressed people are members of higher society. A major part of these poems, to put it mildly, are religiously tinted. 34 They make clear that religion was a key factor in the painter's life and moreover how dominating it was in Europe in the 1560s and 1570s. Furthermore, it is worthwhile noting that Lucas D'Heere tends to compare his life and that of his contemporaries with Ancient Greek mythological fi gures. 35 Thus he calls his patron the Apollo of Hertford and, ironically, the Duke of Alva Alcide, which is another name for Hercules. 36 He compares his own faith with that of the lotus-eaters or lotophagi in Africa, a race of people who entered trances of happiness by feeding themselves with the lotus plant. 37 With these comparisons he shows us that he was standing in the middle of the humanist philosophies and views, fully aware of the mythological stories of antiquity.
The next pressing question is: did Lucas D'Heere know all these people well? Were they friends, professional connections, or people whose ideas or politics he shared and admired? Consequently, we ask ourselves how Lucas D'Heere met these people or their work, philosophies, views, and ideas.
To illustrate a case, on folio 7 r Lucas D'Heere addresses the Scottish humanist George Buchanan. 38 The link between D'Heere and Buchanan is Karel Utenhove who was a Ghent connection of D'Heere. Although they both were from Ghent, protestant -although D'Heere was a Calvinist and Utenhove a Familist -and poet, they probably met in Paris. 39 In 43 Cecil appeared to have had a positive attitude towards emigrants, as he might have seen their advantages for the English economy. 44 Besides, it was also known that the Earl of Hertford had a good relationship with Cecil, who spent his early career with Hertford's father, the Duke of Somerset. With this information in mind we can better understand why, on folio 3 r , D'Heere dedicated a poem to him. From D'Heere's words, we can clearly deduce that he agreed with the political direction carried out by Cecil. Further archival research will have to clarify if the ties between these two men went further.
I can conclude this article by showing that picking out just two of D'Heere's addressed poems from Tableau Poétique reveals a web of possible relations. A preliminary uncovering of this web of connections reveals better insight with respect to why Lucas D'Heere chose England to escape Alva, and how this action was undertaken. But this article also has touched upon another interesting source which can provide better insight into his life overseas, not only with the Earl of Hertford as his patron, but also a number of high-society fi gures who could have functioned as possible employers and commissioners. 45 Moreover, this manuscript provides insight into the development of D'Heere's personality and his vision on life, society, religion, and art. It is a poetic testimonial of an educated renaissance fi gure in exile during the most diffi cult decade in sixteenth-century Europe. Further investigation into the link between Lucas D'Heere and these addressed people will create a better image of the role he once played as an artist and humanist in Elizabethan London. . According to Karel Bostoen this Album should be looked upon more as a heterogeneous collection of poetry, rather than a real Album Amicorum like, for instance, the album
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